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Ex. 1.3 



































































Ex. 1.4 


Ex. 1.5 
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This particular example is also of interest from the rhythmic point of view. 
Certain tals, or rhythmic cycles, in Indian music, in particular dadra (6 beats) 
and kaharva (8 beats), are associated with lighter forms of vocal music: 

Dadra : 

X 2 

| 1 2 3 | 4 5 6 | 

Kaharva: 
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Moderato 



DadraTal:|l 2 3 

























ShuQiib myn bear, 
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56 Indian Music in the Nineteenth Century 


Tuning Method of the Philharmonic Society’s Organ, 

Pitch C is taken as first white-left centre of keyboard. Black keys when mentioned below ue 
distinguished by black type, as 3- 

From pitch C (1 left of centre) tune with¬ 
out beats :— 

5(1), 4®, 6 (8), 3®. 
From 5 — 7 (J). 

From 4 — 2 (f), 5 ( 3 ). 
From 6 — 1 (?). 

From 2 — 3 ($)• 

From 5—2 (|). 

From 2 — 4 (§)• 



Guide to Ragas in Volume II Ragas of Hindustan. 

Lalit.—5, (ri is too low). 
Malkans—6, - (raa is 3). 

Marva— 5 (5, 7, 2, 3,3, 6, 5). 


Bagesri—1, 4 ( ri 3 )• 

Adana Bahar—( with ri ^ ) 4 ; ( with ri ) 1. 
Bhairav —( approx.) with ri, dha V ) 2- 

Scale = 2, 3,3,4. 5, 7, 2, 2 

(with ni ^ (tartivra), ri, dha h, ga ) o. 
Bhairavi—6, 2 ( 2, 2, 4, 3. 6, 5, 1, 2 ). 
Bhimpalasi—1. 

Bhup—(with dha h ) 4, 5 ( 5, 1, 2, 4, 3, 5). 

(with dha h) 5 (5, 1, 2, 4, 5,5). 

Bihag— 5, 2 ( ga is 3 ). 

Bilaval — 5 (dha is 3) 4. 

Desh—4. 

Deshkar—1, 4 (4. 3, 6, 1, 2, 4). 

Dev Gandhar—2 (2, 2, 4, 3, 6, 5, 1, or 1, 2). 
Dhanasri—1, 4 (ri cj is 3). 

Hamir— 5, 2 (ga is 3). 

Hindol— 5, 2 (2 3, 6, 1, 2). 

Jivanpuri—6, 2, (ma is 3)- 

Kamod. Yamankalyan.—same as Bihag. 

Kanada—1. 

Kafi—1, 4 (ri is 3)- 
Kedar— 5 (dha is 3). 

Khamaj, Khambavati Malhar—same as Bilaval. 


Megh Malhar—5 (approx). 

Miya Malhar—4. 

Multani—2 (ma 15 is too high). 

Paraj— 2 approx. (2, 3, 3, 4, or 6 , 5, 7, 2, 2) 
Puriya— 2 or 5 (ri is to low). 

Purvi—Same as Paraj. 

Ramkali— 2 (see Bhairav). 

Sankara.— 5, 1, 2(g a is 3), 4. 

Sarang— 5, 4. 

Gaud Sarang—2- 

Srirag—Same as Purvi (2, 3, 3, 6 , 5, 7, 2, 2). 
Todi— 6 , 2 , 3 , (all approx.) 

Note in the case of ga, ma, ni is the old a (tivra). 
*5 in the case of ri, dha is the old ^ (madbya 
or shuddh tivra). 
tj in the case of ga, ma, ni, 19 the old X (tartivra) 
C in the case of ri, dha is the old Q (tivra). 
These changes have been introduced by the Uni¬ 
versal Notation. 


Figure 2.1. The precise measurement of intervals was a topic that preoccupied both Indian and 
Western musicologists in the late nineteenth and early twentieth centuries. This is a diagram of 
the tuning system of the Philharmonic Society ofWestern India’s organ. 































THE DOUBLE BOX HARMONIUM 

AS TUNED FOB 

Shrimant Appasaheb, Chief of Sangli. 

THE BH AIR A.VI PETI THE KA.FI PETI 

The two outer stops. The three inner stops. 



Comparative vibration numbers :— 

ti 240,ri q 270, ga tj 300, ma ti 320, pa 360 
ri b 256, ga b 288, ma b 324, ma tj 337J. 

dha tq 405, ni Cj 450 
dha b 384, ni ^ 432 


Comparative vibration numbers:— 
a 240, ri tq 266 §, ga tq 300, ma tt 320, 

ri # 248|, ga -fe 2S4f, ga # (red) 280, 
pa 360, dha tq 400, ni tq 450. 
ma tq 337£, dha # 373}, ni V 426§ 


Tuning Method (without beats). 

Mto pa j| sa to ga t) \\ sa to ma * £; sa to gab f, 

6* to dha b |. 

pa to riQ f; pa to ni Cq | 

ma ti to ri b 5 . 

riatomatq|; ripto dhaq§. 
gab to ni b 


Tuning Method (without beats) 
sa to pa| ; sa to ga Cq \ * sa to dha tq |. 
sa to ma ^ 3 *> sa to ga# 

pa to ni tq f; ni cq to ma tq £. 
ma t! to ri tq £; ma # to ni 1 r }. 
ga # to dha# £; dha# to ri# f. 


Figure 2.2. The tuning system for a double box harmonium belonging to Shrimant Appasaheb, 
Chief of Sangli, showing microtonal alterations for two Indian scale-types. 
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Ex. 2.2 God Save the Queen 
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Variation lft. 
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Bill ne darme leea re 
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Ex. 3.5 





































































102 India in Western Popular Song 



•iHhouf fee on licence Except at Theatre^ and Hu^iC HalR.but if*<)jt no* 
•Parodied without Leo T^yden’s permission^ /y>2inC 

Composed By 

C^EO. 13 Brunn. 


be Paraphrased or* 

Wr/tten By 


J.p Harrington 


Dagqhet of The Referee, 

The idea of popularising the soldiers of other races and 
creeds who serve under our banner with the English people 
frsY oceured to me as Isat last Saturday evening 
atthe Canterbury Music Hall, and listened to the mighty 
cheer Which greeted M? LeoDryden when,dressed asan 
Indian Soldiery he sang "Indias Reply" There was no 
'Perish, India" sentiment amon^ The thousandsof Spectator.} 
who sat packed like herrings in a barrel Ineveiy 
part of the popular place of amu^emen t. Jg| 

They cheered themselves hoarse for India and the 
I brave natives who j^ht beneath her flada nd I have heard 
| no sondgreeted with such honesf and genuine and 
patriotic enthusiasm since the ^reat days of "The 


1 

/ 


■- 






Figure 3.1. The heroic and loyal Indian soldier as portrayed in nineteenth-century popular song. 
(British Music Hall Society.) 





















Ex. 3.6 


Kashmiri Song. 


Words by 

LAURENCE HOPE. 


Music by 

AMY WOODFORDE-FINDEN 
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Ex. 3.7 


Ex. 3.8 



The Temple Bells. 


- * 

j 


Words by 

LAURENCE HOPE. 


Music by 

AMY WOODFORDE-F1NDEN. 


Allegretto. 











































































































Plate 1. The marvels of the gramophone come to a middle-class Indian household. (EMI Music 

Arvliivpe 1 Q07 ^ 

















Plate 2. The goddess Sarasvati discovers a new medium of sound in the gramophone. 
Music Archives, 1906.) 



fPlate 3. The goddess Durga uses the magical properties of the gramophone to subdue wild 
beasts. (EMI Music Archives, 1907.) 
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Plate 4. The gramophone travels in time—a suitable gift for a Moghul emperor. (EMI Music 
Archives, 1905.) 






Plate 5. Dancing girls, the quintessential symbol of the sensual and mysterious East, 
emerge from the horn of a gramophone. (EMI Music Archives, 1907.) 



J = 60 Andante 


Rag Khambaj, Tal Ektala 

Amar kara tomara bind 
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Ke- ho_ na_ ja - ne ki na - ba_ ta - - ne 































































































































































Ex. 5.1 cont. 



Make me thy vlm\ lift me in thine arms. All the strings of my heart will break out at thy 
finger-touch. With thy tender hands touch my life, and my heart will murmur her secrets 
in thine ears. In happiness and in sorrow she will gaze on thy face, and cry; and shouldstthou 
neglect her she will remain silent at thy feet. None knows in what new strains her songs wi 
rise up to the heavens and send a message of joy to the shore of the infinite. 


































MARCH ALONE! STAND ALONE! 

Ah.la Chclo Tie! 


March Time 


Chorus 
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A 1 2nd Time ^ 
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t them march 

a lone! march! Ev enal tho’ 
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d with courage,! 
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boldly step out lone! Al- tho’ 
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ire answer t 
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urn their faces in fear, 
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aces in fear, ' 

Yet open tl 

ly heai 
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±L 

:ry out clear Trut 

# 4L * * _ •-* - 

K.theTruth! tho’a- lone, Yet 0 


cry out, 0 cry the Truth, 0 cry out, 0 cry out,0 cry the Truth, tho’ a- 



()-»even though all should leave thee. 

L'av<! Ihee lone, to face the forest— 
l/mo. unlucky one. leave thee— ! 

() break through the thickets of jungle, jaggy. 

Break, with hlood-reddened fe-et, 

Tho’ with hlood-reddened fe-et ! Still cleaving, 

() tread out. 0 tread out, still tread out thy tra-ck ! 
Still tread thy way, alone ! 

lief rain (with ' March ’). 


An-d when, in darkness and tempest. 

Doors are barred and lamps are hidden— 

Lamps are darkened and hidden— 

Lightening flash, wi’ thunder crashing, 

Strike and burn thy body, 

Thy spirit shall fla-me withi-n, 

Till spirit and body, a brazier, burning, 

Shall light thy way, alone ! 

Refrain (with ‘ March ’). 

































































































































































I was continually playing Indian music lessons which are called sargams the bases of 
different ragas. That’s why around this time I couldn’t help writing tunes like this 
which were based upon unusual scales. The best part for me was the instrumental 
solo in the middle which is in 5/4 time, the first of the strange rhythmic cycles I 
caught onto, 12,123,12,123. 50 


The melodic material of this piece derives from the Khamaj and Kdfl thats of 
North Indian music. Two tals are employed: tlntal (16 beats) and jhaptal (10 
beats): 


Tintd: 


Jhaptal: 


X 2 

1 2 3 4 | 5 6 7 8 

X 2 0 

1 2 | 3 4 5 | 6 7 


0 3 

9 10 11 12 | 13 14 15 16 | 

3 

8 9 10 | 



Ex. 6.3 







































Ex. 6.4 




X 2 0 3 X 

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 1 2 3 4 


We were talk - ing etc. 


Ex. 6.5 


1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 


We were talk - ing_ 


a etc. 
































(JD Seven times 



Enter 3rd time 
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Popular Music and Jazz 

































































































































